Eustathios Makris 
Adjustments of Modality in Postbyzantine Heirmologion 


My original purpose was to demonstrate the line of evolution that connects the Postbyzantine 
tradition of the Heirmologion with the Byzantine automela cycle, the latter appearing in a few 
manuscripts from the 14°15" century’, in terms of their diverging modal characteristics in 
comparison to the classical Heirmologion and Sticherarion. The expression “adjustments of 
modality” may underline the fact that there is no change in the theoretical system of Oktaechia, 
but rather a development of the melodic material, which shows certain new modal behaviours. I 
realized, however, that most of the “peculiar” modal features of the automela, shared to some 
extent by the Stichera Anastasima from the “marginal” repertoire of the Sticherarion? (in the first 
three authentic modes only), are already present in that branch of the heirmological tradition, 


which is brought in connection with the name of John Koukouzeles. 


I am referring, of course, to the less studied of the two distinct melodic versions of the Byzantine 
Heirmologion, the one represented among other manuscripts by Petrop. gr. 121 (A.D. 1302) and 
Sinai 1256 (A.D. 1309), namely the two sources that are believed to transmit a redaction by John 
Koukouzeles*. The existence of somewhat earlier Heirmologia with related melodic variants, like 
Sinai 1258 (A.D. 1257), shows that Koukouzeles wanted possibly to normalize an already 
existing tradition, perhaps with some modifications of his own. The other version is the so-called 
“classical” one, which can be found in well-known manuscripts like Iviron 470 a2" c.) or 
Grottaferrata E,y,II (ate), Although there are only minor melodic differences between the two 
“Koukouzelian” manuscripts, the written tradition of the “classical” version appears generally 
more stable and uniform than its counterpart, perhaps because it was significantly earlier 
codified’. Nevertheless, the “Koukouzelian” version, even if there is no trace of it before the 


middle of the 13" century, was most likely predominant after 1300. 


'C. Troelsgard, “The Repertories of Model Melodies (Automela) in Byzantine Musical Manuscripts”, Cahiers de 
l’ Institut du Moyen-Age Grec et Latin 71 (2000), pp. 3-27. 

* O. Strunk, “Melody Construction in Byzantine Chant”, in his Essays on music in the Byzantine World, New York 
1977, pp. 191-201, esp. 196-197. 

> A full description of Petrop. gr. 121 in E. Gertsman, Ta éAAnvixa povorkad xelpoypada tH¢ Metpovr6Aews. 


Katadoyoc. Topuoc A’, EOvixn BipAwoOnkn Pwootac, St. Petersburg 1996, pp. 127-156. See also ibid., pp. 157- 
158, description of a fragment from Sinai 1256, which was cut off by P. Uspenskij and is kept now in the same 
library (St. Petersburg, Public Library of Russia), having the number: gr. 371. 

*O. Strunk, “Melody Construction...”, pp. 198-201. 


It is evident, on the other hand, that today’s melodic tradition of the Heirmologion does not go 
directly back to the Byzantine period, but to a younger version, which emerged during the 16" 
century. The latter is characterized by a series of totally new modal features, concerning the 
recitation- and cadence-tones, the ambitus and the melodic formulas. We are at present not in 
position to determine the earliest sources of this new idiom, yet the first signed settings of the 
Postbyzantine Heirmologion, by Theophanes Karykes> and the monk Ioasaph (the so-called 
“new Koukouzeles”)° respectively, both about 1600, demonstrate the change quite clearly. And 
even if the melodic tradition is in no way uniform in this early stage, the new modality appears 


from the beginning completely crystallized and remains till nowadays unchanged. 


The Heirmologion of Balasios “the priest” (2™ half of the 17" century), unlike the former two, 
for which only few copies exist, achieved wide circulation and brought a stability in the written 
tradition. Nevertheless, the melodies (but not the modality) kept changing and this Heirmologion 
was superseded by Petros Peloponnesios’ setting in the second half of the is® century. All these 
settings were seemingly intended for an “argon” interpretation, meaning in this case a neumatic 
way of singing, based on a double time value for each syllable in comparison to the syllabic 
style, as the “exegeses” of the 18s"-19" century show. Nevertheless, it has been proven that 
certain chants could be interpreted in both ways, syllabic or neumatic, using the same musical 
text’. A purely syllabic Heirmologion was presented for the first time after the Byzantine period 
by Petros Byzantios about the end of the ise century. The melodies recorded by this composer 
as well as their “argon” counterparts, recorded by his teacher Petros Peloponnesios, are still in 
use today, with certain minor modifications. The positioning of the heirmological melodies in the 
Chrysanthine system after 1814, which has been the cause of much confusion regarding the 
modality, is nothing but an attempt to fit the already existing melodic material into the new 


theoretical framework’. 


I will try to show now that the “Koukouzelian” version forms actually the first stage of the 
development process which leads finally to the Postbyzantine Heirmologion, in terms of the 
changes in modality. This would mean also that the specific version of the Byzantine 


Heirmologion was beyond any doubt the dominant one in the last years of the Empire or even 


> Cod. Athos, Xenophontos 159 is the only dated copy (A.D. 1607). See M. XatCnyiaxovuunes, Xepoypaha 
éxkAnoaotikne povoiknc 1453-1820, Athens 1980, pp. 123-124 and facs. 20. Te. LtaOnc, Ta xetpoypada 
poCavtivnc povoiknc. Aytov Opoc, vol. 2, Athens 1976, pp. 123-125. 

° There is only one known copy of this Heirmologion, Cod. Athos, Laura K 158 (not dated). 

TE. Maxene, “Katayeadés EAAHVIK@V EKKANOWOTEKOV LEA@V ATO TOV FJ. Sulzer”, Movorkdc Adyoc 5 
(Summer 2003), pp. 3-11. 


some time after its fall. I will use one Heirmos for each mode as example (the nana included, as 
a branch of the fourth plagal mode), in all three versions: classical, Koukouzelian and 
Postbyzantine. As I have already explained, the Postbyzantine tradition does not correspond to a 
uniform melodic version, yet the modal behavior of the melodies remains stable through the 
time. So there is no reason not to use the purely syllabic version by Petros Byzantios (let’s call it 
“Neobyzantine”’) for our comparison’, even if it stands at the end of the evolution line. It is a 
quite impressive fact that, in spite of the long time distance between the Koukouzelian and the 


Neobyzantine version, many phrases are practically identical in both of them. See, for instance, 
in Example | the phrases: éx th¢ Tlag8évov aveBAdotnoOas and AdEa TH SuUVauEL Gov, 


Kvate. The careful reader will discover many similar cases in our examples. 


Before we proceed to the examples, it is useful to mention some general tendencies. The first of 
them has to do with the melodic style: in the two younger versions the melodies are much 
simpler than in the “classical” one, almost strictly syllabic, which means also a closer 
dependence of music on the text. Especially the Neobyzantine version is quite consistent in the 
correct musical accentuation of the poetical text. If we add the increased presence of the 
characteristic recitation tones of each mode in both versions, the impression of a certain 
influence from the ekphonetic style is created. But we should not concentrate on this now, since 
the new modal features, which are of interest in this contribution, affect the “argon” versions (not 


presented here) as well. 


The second general tendency has a modal character: in all modes except the Barys, the 
Neobyzantine version pushes the register of the melody upwards, exceeding frequently the 
classical ambitus of the modes. But the first step in this direction was already made by the 
Koukouzelian version, which, despite the fact that it persists in the “normal” ambitus, it uses to 
focus on the upper register of each mode. This is especially manifest in the authentic modes, 
where the usual cadences on the respective plagals or even the use of the tone lying a 5" below 
the basis are extremely rare in the younger versions. This is actually a new understanding of the 
Byzantine modes, according to which the melody develops mainly above the basis tone or 
around it and only rarely below. It is very difficult to find an explanation for this phenomenon. 


Perhaps it is in some way related to the heritage of kalophonia. 


EB. Makris, “The Significance of Pitch in the ‘New Method’ of Greek Church Music”, New Sound. International 
Magazine for Music 16 (2000), pp. 88-96. 
’ Transcribed into the notation of the New Method after 1814 by Chourmouzios Chartophylax. 


It is absolutely necessary at this point to remark that our examples for the first two plagal modes 
do not reflect the general situation regarding the Koukouzelian version; they are rather selected 


cases, which seem to anticipate the later development. 


In the following examples the Neobyzantine melodies, transcribed from their New Method 
version, have been transposed into the “natural” bases of the modes, in order to facilitate the 
comparison. The original starting tones, which are noted at the beginning of each piece, must not 


be confused with the original Chrysanthine basis tones. In Example 1, for instance, “originally 


from a’ means that the chant starts in the New Method from a instead of e, but the basis tone is 


D, a 5"" lower. 


The reconstruction of rhythm in the two older versions follows actually the modern practice of 
using alternating two-beat and three-beat units, while van Biezen’s and Arvanitis’ theories of a 
basically binary rhythm’” have been taken seriously into account in certain important matters, 
such as the rhythmical rendering of the diplé-combinations. The tzakisma remains an enigmatic 
sign, which seems to be either a relic of older notational practices or an ornamental symbol with 
uncertain effect, so we preferred to ignore it in this transcription. But a thorough discussion of 


such issues would be out of the scope of this paper. 


Sources of examples 1-9: 
C(lassical version): Grottaferrata E,y,II (A.D. 1281)'', ff. 17", 29", 65", 126", 129", 162°”, 215", 


253' and 251" respectively. 

K(oukouzelian version): Petropolitanus graecus 121 (A.D. 1302), ff. 11r, 30v, Slr-v, 67r, 88r, 
98v, 112v, 133r and 131v respectively. 

N(eobyzantine version): Heirmologion of Petros Byzantios, 1“ ed.!?, pp. 11, 48, 60-61, 74, 93- 
94, 109, 120-121, 138-139 and 146 respectively. 


'° J. van Biezen, The Middle Byzantine kanon-notation of Manuscript H. A palaeographic study with a transcription 
of the melodies of 13 kanons and a triodion [dissertation], Bilthoven 1968. 1.B. AgBavitne, “H evOuuct Kat 
UETOLKT] SOUT] TOV BUCAVTLVAV ELQUMV KAL OTLYNEMV WC HEGO Kal WC ATLOTEAEGLA LAS VEaS QVOLLKTS 
éQuNvetac tov PuCavttvov péAouc”, in: E. Makene (ed.), Oi dvo bWerc tHC EAANVIKHC povolKNc 
KAnpovouiac. Adiepwpa eic uvnunv Lmvpidwvoc Ilepiotépn [acts of a meeting held by the Academy of 
Athens in 2000], Athens 2003, pp. 151-176. Also available in English: I. Arvanitis, “The Rhythmical and Metrical 
Structure of the Byzantine Heirmoi and Stichera as a Means to and as a Result of a New Rhythmical Interpretation 
of the Byzantine Chant’, Acta Musicae Byzantinae 6 (2003), pp. 14-29. 

'' Facsimile edition by L. Tardo, Hirmologium Cryptense (Monumenta Musicae Byzantinae 3), Rome 1950. 


 EippoAoyiov tov Katapaoiwv Tlétpov tov TeAonovvnciov eta Tov ovvtopov Eippodoyiov Tétpov 
TpwtowadAtov tov BvCavtiov [...], Constantinople 1825, reprint [Athens 1982]. The second part of the book 
(Heirmologion of Petros Byzantios) has separate page numbering. 
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Ex. 1: Heirmos of the A" Ode of the first Canon for Christmas (by Kosmas of Jerusalem), first 
mode. 

C: moving around a, makes cadence also on D. 

K: about the same ambitus, focuses on the upper register G-d, dominant tones’? a, c, secondarily 
also d. 

N: register pushed further upwards, dominant tones a, d. Basis tone positioned on D (a 5" lower) 
in the Chrysanthine system. 

The new reality in the first mode (tonal centers a-d, in the New Method: D-G) is already present 


in the Byzantine stichera automela. See Example 10. 


'S From now on we use the Chrysanthine term “dominant tones” (Seam0Covtec pO@oyyot) as more appropriate, 
instead of “recitation tones”. 
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Ex. 2: Heirmos of the 7" Ode of the Resurrection Canon from the Oktoechos 


Damascene), second mode. 


C: b is the axis of the melody, wide range, final cadence on the plagal. 


K: like in the first mode; focuses on the upper register, dominant tones b, d (sharp)', 


secondarily also e. 


The specific idiom (tonal centers b-d sharp) is still present today in the stichera automela “OTe 


éx tov EvAov and Oixoc tov Eppaa (D-F sharp in the New Method). 


N: like in the first mode. Register pushed further upwards, dominant tones b, e. Basis tone 


positioned on D (a 6" lower) in the Chrysanthine system. 


'4 For the chromatic intervals see E. Makris, “The Chromatic Scales of the Deuteros Modes in Theory and Practice’, 


Plainsong and Medieval Music 14/1 (April 2004), pp. 1-10. 


Xép-cov a - BUO-00 - TO-Kov. _TMé - Sov h- At - oc él -€ - TIO-Aeu- 
“4, 7 a i, i i >. a 2 


oe mo - té Wo-esi tTei-xoq yap & - Ma-yn é-Ka-Té-pw-Oev U - - - b60- 
BW > SN Oy ew me 9D i a i 


Xép-gov a - Buo-00 - TO-Kov mé-d5ov H-A - OS ém - € - MO-AeuU- 
(alae Sy ae? es eee es eh es es eS Ss Now Par SS 2 


oe To - Te @o-el tTel-xoc yap € - mMa-yn & - ka - Té - pw-Oev UO - 


Swp, Aa - @® Me - Jo-Mov - To - Mo - povv - T Kal @8€-a - pé-OTWC HEA-TOV - TT 
= ct cont. 
go> wD ENS a eGSevs VY VX ‘ +. = 


G-ow-pev tH Ku - pi - w, &v - 50-Ewo yap de - 56 - Fa - ota 
: = a a a 2 es on of =) —A =f er = S 
Neobyzantine 


(originally from G) 


e@ >> > ae Sess —c so xv? = 
C2 mms 


&@ - ow-pev TH Ku- pi - oo, &v - 36-Ewo yap de - 56 - Ea - ota. 
Ex. 3: Heirmos of the 1“ Ode of the Canon for ‘Yramavtr) (the Presentation of Christ), by 
Kosmas of Jerusalem, third mode. 
C: alternation of basis tone and mesos cadences (c-a) important in all three versions. Final 
cadence on the plagal. 
K: like in the previous modes: focuses on the upper register and develops a new dominant tone 
not on the third, but on the second degree (d), while e is also present. 
N: like in the previous modes. Register pushed further upwards, dominant tones a, e. Basis tone 


positioned on F (a 5" lower) in the Chrysanthine system. 
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Ex. 4: Heirmos of the 3 Ode of the iambic Canon for Pentecost (probably by John Damascene), 
fourth mode. 
C: moves around d, but e is also important. 


K: melody focuses more on e, resulting a /egetos colour in certain passages. Reminds of the 
alternation of d and e in some Neobyzantine Heirmoi, like Amwac ynyevije. 


N: e becomes basis tone (/egetos mode), register pushed upwards, further dominant tone: g. 


Basis tone positioned an octave lower in the Chrysanthine system. 
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Ex. 5: Heirmos of the 1‘ Ode of the Resurrection Canon from the Oktoechos (by John 
Damascene), first plagal mode. 

C: dominant tones D, F, a, no difference from the classical Sticherarion. 

K: melody moves around the fifth degree (a), focusing again on the upper register without 


changing the range significantly. Final cadence on G. This idiom is still alive today in the 
sticheron automelon Xaipoic doKntiK@v and in other isolated cases, among them the very 
popular melodies for Xpiotoc avéotn and the “ EyKk@utx’” of Holy Saturday. 


N: register pushed upwards, a becomes basis tone, further dominant tone: c, exactly like the 


Koukouzelian first authentic mode. 
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Ex. 6: Heirmos of the 6" Ode of the Resurrection Canon from the Oktoechos (by John 
Damascene), second plagal mode. 

C: dominant tones E, G (sharp ie, a (the nenano-tone), cadence also on the subtonic (D), no 
difference from the classical Sticherarion. 

K: melody moves around the mesos [G (sharp)], further dominant tone b, nenano also important 
(once again: focusing on the upper register). Final cadence on the mesos. 

N: register pushed lightly upwards, b becomes basis tone, nenano not present, final cadence on 
the mesos. Basis tone positioned on G (a 3™ lower) in the Chrysanthine system. The “soft” 
chromatic intervals of the tetrachord b-e (G-c in the New Method) are not indicated by special 


symbols in this transcription. 


'S See note 14. 
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Ex. 7: Heirmos of the 6th Ode of the Resurrection Canon from the Oktoechos (by John 
Damascene), barys mode. 

C: dominant tones F, a, (c), no difference from the classical Sticherarion. 

K: no change regarding the register, simple change of the dominant tones: F, G, b flat. 

N: exactly like the Koukouzelian, only the characteristic cadence descending to C and ascending 


again to F is new (see phrase OVUTTAOOLS TOVTOVULEVOS ALAQTIALC). 


Example 8 


3 mPr»ree Vw also rer hl 


f 
¢ 
de 
J 
le 


ae “EK - VO - ov TI9d0-Tay - Ha TU-pav-vou duo ge + -Boc Aa-ollc & - KAO - vn-o€, Mvé-ov a-met - 
= 3d see See ~ Fx 3d Ve SH WD 
an 


2 
a 
= 
a 
-dns, out Tp Bpd - Wl - Ov GAA’ av-tn-XoUv- Tt Spo-co-Bd-AW TiveU - Wa - TI MU- pi OUV-dv-TECS 
oa ~~ 
T 22 S35 BS. am > - 3% Hee osx d Yavne 


t+} a oo 


€ - WaA - Aov' 6 U-nep-U -  pVvN-Tos TOVTa-Té - PWV -Udv OEe-dc, EU-AO-yn-TOC EL 
—" “ »>s> SS — &vYVU 9M—— KK KS Sse 


“EK - VO-OV TIpO0-Tay -—a TU - Pav-vou du0-dE-BoUc Aa-oUG & - KAO-vrN- Oe, TIVé-OV G-Tlel- 
~s 
poe ee ee eee 


Afig Kai Suo-g@n - Hi =- ~=—ag BE - 0-oTU-yoUc' 6 - EWC TpEeicnat - Sac ouUK &é-del-"a-TwW-cE OU-"OCON-pl - 
ir i i a re —HVWIrwmMme KR DPS VVs —=— 


@-5n¢, 00 nip Bpd-pl - ov’ GAN’ av-tH-xov-tt Spo-co - BO-AW MveU-pa- TL Mu - pi oUV - dv-TEG 
ee 2 el 7 = Hea eD we YS 3 —oWvs 


(a ae Se 
A) 2 Ee a (GE EA) 


E-wakAov 6 U-mep-U - vn - Toc TOvnma-Té - pwvh-H@v Oe - dc, eU-AO-yn-TOC EL 

n at ane Leet ye Zs _— 
Nop - ed 

fog pF ——4 en oe oe + 


o.8 —— oo a Sa 
Cini ees === Ss 


Neobyzantine 
(originally from a) 


“EK - vVo-ovmpdo-tay-ua Tu-pdv-vou du0-cE-Bolic Aa-oUc &-KAO-vN-Oe, MVé-ov d-Tet 
Seedy Sa — y pe mas Ss S 7 
Ss S Ow — = Y,s>7> 2S G6 


Afis Kai Suo-pn-pi - ag O& - o-aTU-yoUc 6-pwSoTpsic mat - Sac oUK &-d5el-"a-TwW-oE BU-LOCG 6n-pt - 
f ~ — ae 
s> eS > Ss Syemme> —_—_— YS a - >> > a) 


@-dno, o0 mp Ppd-pt-ov GAA’ av -t-xoUv-tTt Spo-co-B6-AW MveU - Ya - TL MU - pl oUV-dv-TEs 
af 


Ss 


‘e 


Saco —-—-YgvrY —~— oe OX eH FPS ‘ 
i it (2st 


&-Wad-Aov 6 U-nep-U - EVN - Tos TOV Ta - Té-pwv Kai h-u@v Oe-dc, eU-AO-yn-Toc EL 


Ex. 8: Heirmos of the 7 Ode of the Canon for the Exaltation of the Holy Cross (by Kosmas of 
Jerusalem), fourth plagal mode. 

C: dominant tones: G, a, c (the nana-tone), d, only rarely b. 

K: no movement below G; b becomes an important dominant tone between G and d, without 
replacing entirely a and nana. In many chants (but not in this one) b is found also as finalis. 

N: register pushed upwards, dominant tones only G, b, d. Positioned on C (a 5" lower) in the 
Chrysanthine system. Final cadences on the third degree appear very rarely in this version (only 


in certain Heirmoi ending with an accented syllable). 
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Ex. 9: Heirmos of the 9"" Ode of the Canon for the Small Paraklesis to the Most Holy Theotokos, 
fourth plagal mode - nana. 

About nana: In the old version the nana-martyria (or phthora) affects in most cases only isolated 
phrases and not the whole chant. In the Koukouzelian version nana starts to turn into an 
independent branch of the fourth plagal mode, similar to the third authentic (basis tone c); many 
chants start with nana and remain in it for their biggest part, although most of them end finally 
on the fourth plagal (G or b). Otherwise there is no difference in the modality between the two 
older versions (dominant tones c and d). In the Neobyzantine version the register is pushed again 
upwards and d is replaced by e, perhaps under the influence of the third mode. Its basis tone is 
positioned on F in the Chrysanthine system, following the low positioning of the fourth plagal 


mode. 
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Heirmologion of Petros Byzantios, 1“ ed., Constantinople 1825, p. 148 
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Ex. 10: Two versions of the sticheron automelon Ilavewd 


DNUOL UdETUEEC, Showing similar 
modal characteristics. 


Conclusion: The new modality of the Postbyzantine Heirmologion is not as new as one would 
expect. The roots of this change are quite evident in that version of the old Heirmologion, which 
was possibly established by Ioannes Koukouzeles. This fact would be much more visible to the 
younger generations of psaltai, if the New Method had not altered the natural relations of the 


modes, in order to bring them within an average vocal range. 


